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Tsai Performance Center at Boston University 
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Muir String Quartet 
Peter Zazofsky, violin 
Lucia Lin, violin 
Steven Ansell, viola 
Michael Reynolds, cello 
BEETHOVEN 
BEETHOVEN 
Quartet in A Major, Op. 18, No. 5 
Allegro 
Menuetto 
Andante cantabile 
Allegro 
INTERMISSION 
Quartet in B-flat Major, Op. 130 
Adagio, ma non troppo. Allegro Presto 
Andante con moto, ma non troppo 
Alla danza tedesca:Allegro assai 
Cavatina. Adagio molto espressivo 
Finale: Allegro 
The Muir Quartet, Quartet-in-Residence at Boston University, begins its 24th anniversary 
this season. It has long been acknowledged as one of the world's most powerful and insight-
ful ensembles, distinguishing itself among audiences and critics with its "exhilarating involve-
ment" (Boston Globe), "impeccable voicing and intonation" (San Francisco Examiner) and 
"unbridled musicality"(American Record Guide). 
Winner of the 1981 Naumburg Chamber Music Award and 1980 Evian International String 
Quartet Competition, the Muir first appeared on the scene in 1980, and was greeted with 
rave reviews and an extensive feature in the New Yorker. The quartet was also featured on 
the internationally acclaimed PBS broadcast, In Performance at the White House for Pr( t 
and Mrs. Reagan. Formed in 1979 following graduation from the Curtis Institute of MuslL, cne 
Muir String Quartet's principal chamber music teachers were Felix Galimir and members of 
the Guarneri Quartet. 
In its commitment to advancing contemporary American music, the Muir Quartet has had 
commissioned works written for them by such distinguished somposers as Joan Tower (Night 
Fields), Sheila Silver (From Darkness Emerging), Richard Danielpour (Shadow Dances and 
Psalms of Sorrow - featured on CBS Sunday Morning), Richard Wilson (Third String Quartet), 
and Charles Fussell (Being Music -based on poetry of Walt Whitman). The quartet also gave 
the World Premiere performance of the Native American collaborative work, Circle of Faith, 
featured on National Public Radio. Recently premiered works include those by esteemed 
American composers Richard Danielpour (Feast of Fools - for bassoon and string quartet) , 
Lucas Foss (String Quartet #4), Ezra Laderman (String Quartets #9 and #I 0), and Joelle 
Wallach (String Quartet #3). 
The Muir Quartet has been in residence at Boston University's College of Fine Arts since 
1983, and gives annual summer workshops at the Boston University Tanglewood Institute 
(BUTI). The Muir has also given masterclasses at schools nationwide, including the Eastman 
School of Music, the Curtis Institute, and the Shepherd School of Music at Rice University in 
Houston, Texas. For over a decade, the quartet has taught, coached, and administered the 
Advanced Quartet Program at the Summit Institute for the Arts and Humanities in Utah, for-
mf""' the Snowbird Institute now in Park City, Utah, where the Muir works in tandem with 
cc er Joan Tower. 
In keeping with the quartet's namesake, the great naturalist, explorer and Sierra Club 
Founder, John Muir, the quartet donates proceeds from its much-touted EcoClassics CDs to a 
variety of environmental and conservation organizations. Its recording of the Beethoven 
Quartets (Op. 132 and the Grosse Fugue) on this label received a 1995 Grammy nomination. 
The most recent EcoClassics release is a mixed repertoire CD with flutist Carol Wincenc 
and baritone Douglas Webster. The Muir can also be heard on recording for ADDA/Qualiton 
and EMI, for which it received two Grand Prix du Disque. 
Highlights of recent and upcoming appearances include cities such as New York, Chicago, Los 
Angeles, San Francisco, Philadelphia, Detroit, Vancouver, Montreal, Seattle, Cincinnati, Pittburgh, 
Phoenix, Toronto, Houston, and Minneapolis. The quartet's busy European concert schedule 
also takes them frequently throughout Germany, France, Austria, Switzerland, Belgium, and the 
Netherlands. 
' The Muir has been lauded for its stunning performances of complete Beethoven String 
Quartet cycles of Boston, Providence, Salt Lake City, Bozeman (Montana), the University of 
Maryland, and on the prestigious Slee Series in Buffalo. The 2002-03 and 2003-04 seasons 
will bring encore performances of th~ Beethoven Cycle in Boston and Providence by the 
Muir. 
THE BEETHOVEN STRING QUARTETS 
The Early Quartets 
Beethoven waited a surprisingly long time to debut as a composer of string quartets, especial-
ly considering the popularity of the genre in Viennese salons. Perhaps he was simply reticent 
about competing so directly with Haydn, the acknowledged master of the medium, who pro-
duced fourteen of his greatest quartets (published as Opus 71, 74, 76, and 77) between 1793 
and 1799, Beethoven's first years in Vienna. Moreover, Beethoven's earliest chamber works 
were tied to the piano, his own instrument, beginning with the very first pieces that he 
deemed worthy of receiving an opus number, a set of three piano trios. But eventually, he 
weaned himself from the piano, largely through the medium of the string trio, and demon-
strated complete mastery of the problems of composing for strings without piano in the 
Opus 3 and Opus 9 trios, as well as in the charming Opus 8 serenade. Yet he remained over-
ly modest (as it seems to us) about quartet writing. Not until 1798 did he begin work on a 
set of quartets, and most of the next two years was required to bring it to completion. The 
entire Opus 18 set was published in 180 I; they marked the end of the first stage of 
Beethoven's involvement with the string quartet, an involvement that was to last, on and <' 
for the rest of his life. 
The Middle Period Quartets 
Following the completion of the Opus 18 quartets, Beethoven avoided the string quartet 
medium for a time. The gap was not especially long-only about four years-but it was momen-
tous for Beethoven's creative development. Those four years saw the creation of the Eroica 
Symphony, which marked the opening of the floodgates. Never again was Beethoven to be so 
prolific, turning out symphonies, concertos, quartets, sonatas, and an opera, along with many 
other works, all projected on a scale much larger than before. Until very recently, it was 
always the middle period that people referred to when they spoke of Beethoven's style; the 
early works were too much influenced by his forebears, it was said, while the late ones were 
too bizarre and recherche. Even today, though we recognize the authentic Beethoven behind 
the masks of all three periods, we often feel that his middle period Beethoven's works are 
individual in a way not always true earlier {though even here, his enormous debt to Haydn 
and Mozart is still evident). Actually the so-called "middle period" quartets were not com-
posed in the same brief, relatively uninterrupted span as were the early and late works. Opus 
59 occupied Beethoven from 1805-6, but he also composed the Fourth Symphony, the Fourth 
Piano Concerto, the Appassionata Sonata, and Fidelio {in its first incarnation as Leonore) dur-
ing the same time. Opus 74 and Opus 95 did not come along until 1809 and 1810 respec-
tively, and few works are more diverse than these two siblings. Still, these five quartets have 
always been the most frequently performed and, rightly or not, their taut muscularity symbol-
izes our concept of what is Beethovenian. 
The Late Quartets 
Beethoven returned to the medium of the string quartet in 1824-following a break of some 
dozen years-after he had completed his Ninth Symphony, the last of the thirty-two piano 
sonatas, and the Missa Solemnis. The five late string quartets thus became Beethoven's final 
musical testament, containing some of the most personal music he ever wrote. For most of the 
rest of the century, response to these works was either patronizing (the assumption being that 
they were so "odd" simply because Beethoven's deafness caused him to miscalculate the musical 
effect) or downright hostile (one French composer referred to them as "the muddy source 
from which has flowed all the bad music of the last half-century"). This is ironic, because 
Beethoven's contemporaries heard them without undue alarm. Yet even as late as the I 880's, 
more than half a century after Beethoven's death, a Boston reviewer reported a performance of 
one of them and wondered in print whether the performers or the audience were more con-
fused by the piece. Still, these quartets had an extraordinary influence on some composers-
among them Wagner, Elgar, Schoenberg, and Bartok. Eventually, the master inherent in this music 
became widely recognized by listeners as well. 
String Quartet in A Major, Opus 18, No. S 
It is commonplace to say that Beethoven's style grew out of the work of his predecessors 
H;' nd Mozart. Beethoven met Mozart on his first trip to Vienna and probably would have 
stu1.:" with him if he had been alive when Beethoven returned in 1792. As it was, he studied 
briefly with Haydn, thus fulfilling the charmingly expressed prophecy that Count Wald stein 
wrote in Beethoven's album before he left Bonn: "Dear Beethoven! You are going to Vienna in 
fulfillment of your long-frustrated wishes ... With the help of assiduous labor you shall receive 
Mozart's spirit from Haydn's hands." Of course, it was not so much the personal instruction 
that passed between master and pupil that counted most (Beethoven was soon dissatisfied 
enough with Haydn as a teacher to seek for more systematic tutoring on the side), but rather 
the kind of instruction that comes from a close and intense study of one great artist's work by 
a budding genius. In this sense there is little doubt that Beethoven learned his lessons from 
Haydn and Mozart. Nonetheless there is perhaps no other case in which the direct connection 
between Beethoven and one of this great forebears is so obvious as the A-major quartet in the 
Opus 18 set. 
A quarter of a century after Beethoven's death, Carl Czerny reminisced to Otto Jahn of the 
time Beethoven visited him and, finding the score of the six quartets that Mozart dedicated to 
Haydn, opened it to the fifth, in A major (K.464), and declared, ''That's what I call a work! In it, 
Mozart was telling the world: Look what I could create if the time were right!" Beethoven's 
enthusiasm for this particular quartet is further indicated by the fact that he copied out the last 
tow movements himself, in order to "study them, while he was working on his own A-major 
quartet, and clear indications of his study remain in the end product. 
The last three quartets of Opus 18 all show Beethoven beginning to experiment with new 
arrangements of string quartet form, trying different centers of gravity within the work as a 
whole- the start of the long path that culminates finally in the later quartets in C-sharp minor 
(Opus 131) and B-flat (Opus I 30). Here, Beethoven puts unusual weight on a slow-movement 
variation set, which is placed third, while the opening sonata from movement is relatively light in 
weight. The first movement has no searching developments, no grand harmonic surprises. Even 
thr dulatory plan of the development emphasizes relaxation into the subdominant key, while 
th. a consists of but a half-dozen bars reiterating tonic harmony behind the opening ges-
ture. Everything is neat, precise, well-behaved, and far from heaven-storming. Perhaps it was 
this very brevity that induced Beethoven to mark both halves of the 
movement (not just the exposition) for repeat, a procedure common enough in the early classi-
cal period, but rare by 1800. 
The placement of the minuet as the second movement follows Mozart's plan in K. 464 and pro-
vides a brief and graceful dance as the foil to the weightier slow movement to come. The min-
uet itself begins as an elegantly unaffected duet inh the violins becoming gloriously enriched 
when the viola and cello enter and the viola takes over the tune. The Trio, on the other hand, 
with its offbeat sforzandos, has a very Haydnesque energy. 
The theme on which the slow movement is built is an extraordinarily simple construction-
starting off with six steps down the scale, followed by six steps back up. If Beethoven is not yet 
sufficiently master of his art to reveal whole new worlds in the change rung on this material (as 
he was to do in later variation sets), he does manage progressively elaborate scorings through 
the first three variations, followed by a chorale-like version with a fresh harmonization, then still 
further ornamental enrichment only now leading, for the first time in the movement, to a strik-
ing change of tonality- plummeting to B-flat from the home-key of D, to which he must work his 
way back in order to close. 
The finale is the movement most closely modeled on Mozart's original, to the point of v· 
plagiarism in the selection of material for the secondary theme: Beethoven seems to hav~ .. ""en 
much taken with a passage in which Mozart suddenly changes gears from lively, conversationally 
contrapuntal themes moving along in quarter and eighth notes to much slower material in lega-
to while-note phrases, and he makes the opposition between two similarly constructed ideas 
the basic contrast of his movement, which proceeds virtually throughout on Mozartean lines, 
with great success. 
String Quartet in B-flat, Opus 130 
The Opus I 30 string quartet that we know today is not the one Beethoven first composes and 
premiered. That work challenged the audience with an extraordinarily forbidding finale, which 
Beethoven later chose to replace with a more traditional kind of movement. The original end-
ing he published separately, under the title Grosse Fuge ("Great Fugue") with the opus number 
133. 
One of the things that left early audiences nonpulsed with the late quartets was the fact that 
the composer broke away almost completely from the old four-movement pattern by having a 
larger number of movements or by introducing a bewildering variety of tempo changes. In the 
B-flat quartet, he does both of these things. (This confusion was made all the greater because 
concertgoers in Beethoven's day never got a detailed program listing all the movements of a 
quartet; they simply tried to figure out- form what they heard- what kind of movement might 
be coming next.) 
The effect was to break down the sense of the individual movement as one of a series of self-
contained boxes lined up in a neat array to produce an entire piece, and to give instead a sense 
of the whole, a much wider-ranging and more flexible whole. Even the most disparate and varied 
passages, the least expected harmonic relationships, and the most abstruse contrapuntal work-
ing-out play their parts in the final result. Though Beethoven seems on the surface to be 
destroying "classical" balance, these works are in many respects the most classical of all. 
The B-flat quartet, especially when played as originally conceived, with the Great Fugue as 
its finale, is a locus classicus of these tendencies. From the opening of the first movement we 
are in doubt Is the Adagio simply a slow introduction (as we naturally assume at first), or is it 
the principal idea (as we begin to suspect when the Allegro that follows turns out to be so 
brief and scrappy)? The ever-widening circles of harmonic relationships raise questions, too-as 
when Beethoven carefully prepares the expected modulation to the dominant, only to toss it 
away at the last moment and lurch boldly up a chromatic scale to stop (arbitrarily, it seems) 
in a key one-half step higher than expected. It is still possible to discern the normal outlines 
of sonata form, but the new breadth and variety of material raise doubts all along the way. 
And what is one to make of the ensuing Presto- as straightforward an ABA plan, like the old 
Scherzo and Trio, as one could hope to find? This bare-bones movement is in turn followed by 
the Andante con moto ma non troppo, which is filled with lavish decorative ornamentation, 
whose very richness distracts attention from its sonata-like plan. Next comes a movement "in 
the style of a German dance," which belies the apparent rustication of its almost surrealistic 
sound to what would normally be an earthy dance style.The finale ought to follow, we might 
assurn , but Beethoven felt the need for another slow movement and produced one of his 
me.' ensely personal expressions, as a number of anecdotes from his own time reveal. The 
Cav<rn; a is really as low aria (the very term "cavatina" has operatic connotations), the dra-
matic effect of which is heightened by the broken melodic line of the first violin in a passage 
marked beklemmt ("oppressed"). 
Beethoven's original finale was ultimately published separately as Opus 133, a single monu-
mental movement titled "Great Fugue." The ending that Beethoven finally sent into the world 
for Opus 130 foes not so much replace the original Grosse Fuge (as if anything could do 
that!) as provide a different solution to the puzzle of how to integrate the extremely diverse 
materials (and tonalities) that have already been heard.Though Beethoven designed the piece 
to end with the great fugue, he was nonetheless able to conceive and create a quite different, 
yet still valid, ending. The fugue had been conceived as a capstone integrating the five very 
diverse earlier movements into a gigantic finale. But when the fugue was not appreciated at 
the premiere (one critic said it was "as incomprehensible as Chinese"), Beethiven was resent-
ful. Eventually he agreed to substitute an "easier" final movement. He was not one to make 
such concessions lightly; indeed, there is scarcely another example of Beethoven's giving in to 
the insistence of someone else. He must have felt that, in some way, the Great Fugue simply 
stood out too starkly. 
In any case, for the new finale, he ch'ose an almost opposite path. In the meantime he had fin-
ished Opus 135, his final complete strong quartet (so that the revised finale of Opus 130 
would be almost the last music he was to compose). Opus 135 had, to some degree, recap-
tured the world of Haydn. Continuing in that vein, instead of a highly serious conclusion, 
Beethoven chose a much lighter one, a sonata-rondo movement that, when taken with the 
previous five movements, turned the entire quartet into an elegant and highly refined diverti-
mento. The finale seems to interrupt the intense emotion of the Cavatina with a sudden col-
lapse into vigorous earthiness and the cheerful Haydnesque strains that delighted Beethoven's 
_publisher,Artaria, because he was sure it would sell far better than the fugue. 
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ALEA Ill 
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Colleagues and friends of Professor John Daverio 
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Tsai Performance c- .. ter 
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Contributors to the Music Programs belong to a special group of people responsible for the support of educational 
activities, events, programs, performances, and many other departmental needs. 
You can help support these talented young artists by joining the Friends of Music at the College of Fine Arts. For infor-
m· lease contact Chris Santos at the Boston University College of Fine Arts, 855 Commonwealth Avenue, Boston, 
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